In recent decades we have witnessed a proliferation of museums, including indigenous museums, with an emphasis on regionalization and active participation of the collectivities in which they are inserted. This article involves the implementation of the Museum of the Indigenous Peoples of Oiapoque, which was a request made by the four ethnic groups that inhabit the region -the Palikur, Galibi Kali'na, Karipuna and Galibi Marworno -to the governor of Amapá in 1998. Since then, projects and actions have been realized for the revival and strengthening of the cultural heritage of these peoples that inhabit the far north of Brazil, on the border with French Guyana. We present these actions, their consequences and the articulation among partnerships (with indigenous organizations, government agencies and NGOs), which led to the development and operation of a regional museological institution that is dedicated to housing, preserving and promoting the cultural archives of these peoples, and to training indigenous museology technicians, teachers and researchers. Finally we address the importance of the different collections about these indigenous peoples that have been formed over the past two decades and report of the exhibitions mounted at the Kuahí Museum in Oiapoque and at the Museum of the Indian in Rio de Janeiro, emphasizing the specificity of each. 
Introduction
In the 1980s and 1990s large ethnographic exhibitions were organized in given that, according to environmental preservation laws, it is expressly
Photo: Francisco Paes prohibited to hunt birds and sell products with feathers, which indicates the importance of the oldest collections of these artifacts, which are now preserved in museums.
In academic circles, to the degree that studies about indigenous societies have advanced, the essential role of tangible and intangible expressions in the understanding of the dynamic and reproduction of Amerindian societies has become evident. These expressions include body painting, ornamentsespecially feathered ones -masks, musical instruments, song and narratives.
This entire context encouraged many students to take interest in these issues among indigenous groups, resulting in courses, seminars, and in the 1992 publication of the book "Grafismo Indígena," [Indigenous Graphics] with various contributions, and which is now a reference in the issue. Over time, it became increasingly clear that the study of the objects and aesthetic manifestations of the indigenous peoples constitutes a very promising field of investigation.
Recently, many researchers, influenced by perspectivism and by the concept of agency, in addition to conducting long periods of field work reinforced the cosmological aspects of indigenous art which is intimately related to shamanistic activities. For the Amerindians, art originates in the world of the invisible beings and their tangible manifestations are not only representations, but living things, beings that have agency. When art is defined this way, it becomes a fundamental factor in understanding how the Amerindian societies present themselves and represent the world. The result of these ethnographic and analytical efforts has been the production and publication of excellent monographs, articles and videos, which have made an important contribution to the anthropology of art.
All of these productions, however, take place only in the urban world, essentially in the academy and in traditional museums, far from the local contexts of the indigenous peoples. Meanwhile, in the 1980s and 1990s, as a result of the struggles for recognition of their lands and constitutional rights, there was a significant increase in the participation of Indians on Brazil's national scene.
Today the indigenous peoples and their organizations include the category of culture in the preparation of their "life plans" or "sustainable development programs," along with topics such as healthcare, education, territorial and environmental management,.
kuahí On the other hand, since the enactment of Brazil's Constitution of 1988,
Indians have the right to a differentiated education through the teaching of indigenous language and culture. Since today, in the villages, most of the teachers hired by the state are Indians, there is an interest and even a need to promote reflections about how to organize and transmit a significant archive of traditional knowledge, which is specific to each people and produce pedagogical materials that can be used in indigenous schools and cultural events. In this context, the indigenous museums perform an essential role by configuring themselves as institutions, although as independent spaces that are more free, informal and interactive and dedicated to the development of innovative actions and activities, places for experimentation. The indigenous museums also promote a range of partnerships for the concretization of projects and a more just and participative insertion in Brazilian society.
The Kuahí Museum
We have recently observed the proliferation of indigenous and regional museums throughout the world, a model that has been emphasized because it has specific characteristics, including active participation of the communities where they are inserted.
To better understand the specificity of the Kuahí Musuem, it is important to offer some preliminary information about the region and the people that live there. First, the term Kuahí refers to a small fish found in the region and to the name of a graphic pattern that is commonly used in the decoration of a wide variety of artifacts (figure 1).
The indigenous peoples of the far north of Amapá, -the Karipuna, Palikur, Galibi Marworno and Galibi Kali'na -residents of the Uaçá River Over time these people have been able to coexist and construct a space for interlocution, particularly through their annual assemblies, which bring together the four ethnicities and their indigenous organizations. Despite their differences, a visible solidarity prevails among these people because they inhabit a single territory, they experience a common geopolitical situation, and maintain and reactivate relations of kinship and mutual assistance, as well as struggle together for land, healthcare, education, and infrastructure. They share a specific indigenous cosmology, which is Carib, Aruak, Tupi and also
Christian, a distinctive factor that the Indians define as "our system."
These people total a population of 7.000 Indians distributed in various villages and smaller localities on the indigenous lands of Uaçá, Galibi and Juminã, which have been demarcated and legally registered, configuring a large continuous area, which is cut on the west by federal highway BR-156 which links Macapá to Oiapoque.
Much of the indigenous population of the lower Oiapoque communicates in various languages; Portuguese and patois or kheoul (the regional língua franca), a native language of the Karipuna and Galibi Marworno; while the Palikur and Galibi Kali'na speak their respective languages in the villages.
Some Indians also know how to speak French. This territory is primarily a living space. The Indians have a refined knowledge of this vast rich and diversified region, which is always present in their myths and narratives. This entire landscape, according to the Indians, is inhabited by human beings, animals and vegetation and also by beings "from the other world," which is manifest by the intermediation of the pajés or shamans. This is a predominantly aquatic world, whose cosmology emphasizes invisible supernatural beings that inhabit "the center of the forest and the depth of the waters." The ancient cartographers called the region the "pays sous l'eau", peí ãba dji ló, in patois.
The indigenous communities maintain very close contact with the city of Oiapoque and even with Saint Georges, in French Guyana, where they sell their agricultural products and artifacts, usually in the street or on the river bank.
Today, many infrastructure works are being executed in the region: the paving of federal highway BR-156 (which cuts through the indigenous territory) and will involve the removal of eight villages along the highway; the construction by the federal electrical company Eletronorte of a transmission line along the highway and the construction of a bridge, which has been completed, over the Oiapoque River, between French Guyana and Brazil.
History of the Museum
In 1997, after some indians traveled to Germany, France and Portugal accompanied by federal deputy Janete Capiberibe, indigenous leaders from the region proposed the creation of a museum in Oiapoque, at the center of the city, to give visibility to the indigenous culture and serve as a center of reference, memory, documentation and research for the Indians from the Lower Oiapoque. This proposal arose from the Indians' increasing desire to Another objective of the museum would be to create alternative income These projects also stimulated initiatives and innovations by the Indians in the villages. A good example is the work with gourds, which are common artifacts in the daily rituals and religious contexts in the villages, and which serve many varied uses and which had not been previously considered as the object of an intervention project. But this wound up taking place, because of the initiative of craftswoman Edilene from Manga, a Karipuna village. What is interesting is that Edilene was not concerned with teaching the technique of engraving or dying gourds, which is known kuahí by many people. Edilene proposed researching the traditional markings, consulting the most elderly and registering the information obtained. Since she was a Galibi-Marworno who had lived for many years in a Karipuna village, she adopted as a procedure designing the gourds on paper and noting if the markings were related to both ethnic groups and if there were differences in the names attributed to them. In her research, she also registered the markings and information that she obtained in dreams about older relatives who had died, utilizing a traditional creative mechanism in which the aesthetic creation is linked to the invisible.
Another interesting aspect is that with the recent introduction of figurative motifs in the ornamentation, some men also began to engrave the gourds, an activity that in the past was exclusively for women. In the work by men, like that of Getúlio from the Kumarumã village, there are ornamental plants and animals and strong war scenes and shamanic confrontations.
Also in the Kumarumã village, Manoel Azemiro Charles adopted his own way of working. Instead of engraving the motifs and later using cumatê paint, he engraves over a gourd that has been completely painted by his wife, so that Docs 11, 12, 13, 14: Gourds with figurative and traditional geometric engravings, representing local flora and fauna. Photos: Paulo Copolla (11-13) and Lux Vidal (14) the design appears in white, standing out more than usual. The innovations introduced do not annul, but reposition the gender differences in the graphic expressions. These two examples show how the Indians, encouraged by these projects, began to take their own initiatives in relation to their cultural goods, conducting systematic surveys and introducing innovations. 
Collections and Exhibitions about the Indigenous Peoples of the Oiapoque
An interesting aspect of the cultural revival activities in the villages, from the inauguration of the Kuahí Museum and the request for 250 objects for tation is deficient and the description is summary. There are pieces of feather art that the Indians no longer produce, or do so with different forms of decoration, as well as old clarinets, the famous turé, and delicate objects that serve as invitations for the rituals, in addition to small wood artifacts that the women used during rituals to ask for rain. There is also a collection of fishing equipment; which have not changed until today, they are the same artifacts made in The collection of the Kuahí Museum includes more than 300 objects, which were produced in the villages for the Museum and which represent all of the most expressive artifacts of daily and ritual use as well as pieces made for sale. The collection also includes some archeological artifacts and wooden sculptures from the Palikur people, which are directly related to indigenous astronomy. At the large inaugural exhibit for Kuahí, in 2007, the Indians wanted to display the entire collection that they had. They mounted the exhibit, with little museological criteria, but which expressed a cosmological dimension, the relationship of the objects with the invisible. A caxiri beer vessel was placed on top of a support pillar and appeared like a karuanã, an enchanted object that dominated the other artifacts, especially the sculptures of supernatural beings. But in 2010, the museum team reorganized the exhibit. They did something very beautiful, but I was surprised, because now everything was divided, daily life in one place, and ritual life in another. And for each category exhibited, there was just one little thing, just one object.
The Indians said that the way that it was before they could not explain to the school groups and other visitors the order of the exhibition. Thus, all the large sculptures, representing invisible and dangerous entities, were taken to the technical reserve space. On the week of the Indian of 2011, however, the indians mounted in the Museum Hall a complete structure for the realization of a turé ritual, when those sculptures were placed again in that sacred space, indicating that in addition to being museum pieces, they are entities, people present in that context.
In sum, both for the collection of the Kuahí Museum and for the exhibition "The Presence of the Invisible," at the Museum of the Indian, two large and very high quality collections of ethnographic artifacts were produced, a fact that surprised everyone, even the Indians themselves. When the artifacts collected in the villages along the various rivers reached the Kuahí Museum and were stored in two rooms while waiting for their destination, the group of objects caused quite an impact. Some Indians said that they had never seen certain artifacts, they did not know them. Others did not stop asking questions and taking pictures. In fact, they did not know that all these things still existed and could have value in other contexts. The artifacts gathered under the form of a collection represented something new for them, especially the collection for exhibit in Rio de Janeiro.
In the museum storage there is yet another collection, the result of the interesting material and know another cultural reality.
In 2010, on the day of the Indian in April, a cross-border exhibit was inaugurated, "Kali'na Tilewuyu Memory and Identity," which was divided into two parts: "They left for the country of the white man -1882 and 1892" and "The Galibi Kali'na Tilewuyu of Brazil -1950 Brazil - -2010 ." narratives and myths, and typing and organizing the data, which pleased the people of the village, given that in most cases they were "relatives." Everyone felt inspired and "at home" at the Kuahí Museum.
The curatorial proposal of this new exhibition was to make even more clear the steps of these continuous and daily activities, which extend from the field to local or regional commerce. A folder was organized and published at the time, to be distributed at the exhibition.
The scenographic project was conducted in two steps. A first with a scenography workshop realized at the Kuahí Museum in February 2012, when the indigenous researchers had the opportunity to receive instructions about theoretical issues and practices of mounting exhibits, such as measures and proportions of objects and use of space. They made models and miniatures of artifacts and reflected on the options to express the theme of the exhibition.
Later, at a second moment, in July 2012, an exhibit was assembled at the Kuahí Museum. The indians decided to use many panels with images and a few written panels. Aware of the command that they had of the theme, they preferred to present the exhibit as a script in which they, as the protagonists, could communicate with the public orally. In the exhibition space, the objects that allow and supported these activities were displayed on stands, which were also restored and painted by the museologists from the Kuahí Museum. Choices must evidently be made in an exhibit, but certain themes were emphatically chosen by the indians, such as the myths and symbolic practices related to the cultivation and processing of manioc.
All of the panels in the exhibit were translated to French, on separate cards, for the many tourists from French Guyana, who come especially in July and
August. The part of the educational activities also deserved special attention.
In Just a few years ago it was common to hear the elders say that much knowledge ran the risk of disappearing because it was dominated by just a few masters who were already quite old. This exhibit shows the work and performance of the masters and their apprentices that gives continuity to their craft and artistic practices and which are promoted to the broader public that attends the Kuahí Museum. Since the artifacts are made by apprentices in conjunction with the masters, the exhibit shows various examples from different categories such as basket making, wooden sculptures, ceramics, indigenous jewelry, musical instruments, gourds, the hammock and its implements, in addition to the recording of litanies in Latin and the songs of the turé.
This exhibition also reveals the importance that the Kuahí Museum staff attributes to its own museographical archives, which was recently constituted, understanding that this collection represents the legacy of the recognized masters in indigenous lands as great craftsmen. It displays an awareness of kuahí the importance of transmitting the knowledge between the generations and recognition of the work of the youths that participate in these activities. It is also a recognition by the museum staff of the importance of respecting the most elderly since they are the bearers of a tradition that can be lost if it is not periodically revived.
As an example of this curatorial proposal a room was reserved to present the works of a Mr. Wet, an excellent Palikur craftsman and artist and his disciples, highlighting their creations related to astronomy, such as sculptures about the constellations related to the rains "and to the great rituals, such as the Dance of the Flutes, the aramtem. In these dances, the shamans sculpt constellations in the form of wooden benches. To sit on the bench of the Great Snake, is thus to see the world from the perspective of this creature.
The sculptures, in a certain way, become a way of seeing the world as did the stars of the rains." (Green, Lesley and Green, David: 2011) .
Another small room was reserved to exhibit only one Galibi Kali'na piece of great value, which was recovered during the project: a white cotton hammock made by two Galibi Kali'na women, one older and another younger, although it is an object that is no longer in use in the village. This single hammock is exhibited in a specific space, accompanied by a basket that has a wad of cotton and the spindle used to prepare the thread. These two craftswomen died in 2012 and there is no one else among the Galibi Kali'na of Brazil capable of spinning cotton and weaving this kind of hammock, for this reason this artifact reffers already to the past, although a recent one. A banner, with some explanations and photos of the two craftswomen, completes this spare and moving installation, which is important for the Indians of the region, and especially for the Galibi Kali'na.
Conclusion
These projects allow the Kuahí Museum to perform a role of great importance, by presenting the change in perception of the indigenous people about their own cultural production. From objects of common usage that can be sold or discarded, the artifacts of the collections are transformed into objects that serve as documents. This is a way to reconstruct the world of objects, leading to a process of reinterpretation and creation of meanings.
This new positioning of the cultural production allows a different eye, which is distant and critical of this production. At the same time, it makes the administration of the cultural production more interesting and integrated to the modern world. The Kuahí Museum is also inserted in its regional context and close to the villages, so there is no danger of an extreme decontextualization, given that these artifacts continue to be used in the daily life of the indigenous communities.
The Kuahí Museum has been visited frequently and praised by the in- Another interesting aspect in relation to the Kuahí Museum is that the delay in its implementation led the Indians to appropriate it for themselves, as they made repeated calls for the government to inaugurate it. The museum thus appears to them as another conquest of the indigenous movement. As a consequence of this process, the Kuahí Museum is now considered to be one of the indigenous institutions in the region, along with the indigenous associations and FUNAI (which are also administered by the Indians), that is, the museum has become a political subject in the institutional indigenous context of the region, and has a power of representation. Moreover, many events in the city of Oiapoque are held at the museum, because of the good quality of the space that it offers, which also adds to the prestige of the indians in the urban and municipal context.
A question to be considered relates to the documentation. There is a concern about which documents should be included in confidential archives and only be accessible to the indigenous peoples, and which should be accessible to the public. That is, the museum raises a series of very current discussions about intellectual property and forms of documenting and promoting indigenous culture, not abstractly, but very concretely.
Translation: Jeffrey Hoff
Accepted for publication on February 22, 2013
Doc 52: Visitors meeting in front of the Museum. Photo: Lux Vidal.
